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CHAPTER I
INTRODUCTION
The point of view presented in this research paper
is that choral music has a highly important function in
the education program and that choral music must be
shaped logically and realistically within the framework
of the total program of the school.

The author believes

that the primary purpose of the choral program is to
develop the aesthetic potential, with which every human
being is endowed, to the highest possible level.
For many years choral interpretation, or the under
standing of good music has been misunderstood.

Choral

music was considered a recreational activity in the
schools and communities and there was not an awareness
of the creative art in singing.

Therefore, while their

minds are pliable, pupils should be taught in the dif
ferent singing organizations that singing requires more
than just a good voice.
There are four tenets to be remembered when teach
ing choral singing.

They are (1) posture, (2) phonation,

(3) resonation and (4) interpretation.
Statement of the Problem.

It is the purpose of

this study to show the following:

(1) the authoritative

2

approaches to tempo, diction, phrasing, dynamics, breath
ing, style, blend and balance as discussed by several
different authors of well known books on choral music
and (2) the conductor's role as an interpreter and
arbitrator of different views on various problems.
Importance of the Study.
directors,

So often young choral

just graduated from college and facing the

huge job of organizing and developing a representative
choral group, find themselves in a quandary as to what
methods are best of all that they have read or ex
perienced .

Nothing takes the place of experience in

forming choruses, however, this study is designed to
serve as a guidepost for the inexperienced director in
enabling him or her to produce good singing with a
minimum of effort or mistakes.

The fundamental idea in

choral interpretation is to see that singers are not
dealing with something that is arbitrarily imposed upon
music at the whim of the conductor, something that can
be put in or left out as one likes.

Expression is

demanded by the structure of the music, and any expres
sion or nuance aims at liberating the beauty and meaning
of music.
In designing this study, it may be well to emphasize
the fact that musical people with a definite flair toward
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leadership do not seem to realize that when they appear
before an audience their normal behavior changes con
siderably .

Some are flamboyant, and many are too dif

fident and lacking in personality.

A conductor should,

therefore develop a happy medium in his movements, using
a style that is natural and smooth, yet commanding
enough to hold the eyes of the singers on his gestures .
In subsequent chapters, the author will go into
detail about such things as tempo, dynamics, line of
beauty, phrasing, diction, but this is only a bit of
general information that every neophyte director needs
to keep in mind .

It is good to attend concerts con

ducted by well-known musicians, to follow their every
movement and attempt to discover how and why those
actions result in the sounds and effects that are made.
However, many popular conductors have mannerisms which
are extremely irritating to watch.

These mannerisms

should be deleted from the pattern which the young
conductor is forming.
Facial expression, the manner of grasping the baton,
the set of the shoulders, the elevation of the chest, the
position of the feet, the poise of the head--all these
things must be indicative of the emotional tone of the
music rendered.

Remember that the present day conductor
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is more interested in the interpretation of the music
rather than simply to conduct it.
Limitations and Scope.

This study is limited to

a study analysis of eight authors with related reading
material by other authors included, with the historical
background and proper notations Chapters I through V.
Chapter I gives the introduction, statement of the prob
lem, importance of the study, definitions of terms used,
the limitations and scope

and sources of data.

Chapter II is a thorough background of conducting,
including duties and functions of a conductor and the
advent of the baton.
Chapter III presents authoritative methods by four
authors for securing dynamics, phrasing, diction, tempo
and breathingo
Chapter IV presents analysis of methods by four
other authors on phases of singing, analysis of style,
technique , blend and balance.
Chapter Vis the summary of findings and conclusions
of the study. ·
Sources of Data.

The data in this study were

gathered from materials listed in the bibliography and
the following libraries were used.

Texas Southern
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University, Houston, Texas, Prairie View A & M College,
Prairie View, Texas, Rosenberg Library, Galveston, Texas,
Ball High School Library, Galveston , Texas, the Houston
Public Library and The University of Houston, Houston,
Texas .
Definitions of Terms Used .

The following definitions

and terms were used in this study:
Agogics .

Accents by longer duration of the note .

Balance .

When all parts are weighed against one

another equally .
Baton .

A slender rod, usually fourteen inches

long, used in conducting .
Blend.

A merging of one musical timbre into

another with emphasis on tonal quality, rounded
tones, absence of "blaringtt voices .
Breathing is controlled respiration.
Diction.

The manner of expressing ideas in

words; choral enunciation which includes the phonation
of vowels and the articulation of consonants.
Dynamics .

Nuances within the score calling for

pianissimo or fortissimo passages, subito passages,
et ce t e r a, indicated by the movements of the director .
Interpretation.

The unfolding of a composition,

the act of performance, with the implication that in
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it the performer's judgment and personality have
a share .
Metronome .

A device used for keeping strict

time or tempo .
Nuances .
Rhythm .

Subtle changes of dynamics .
Rhythm is everything pertaining to

the temporal quality (duration) of the musical
sound .
Subito .

Suddenly .

Technique .

An over-all term including line

of beauty, phrasing , dynamics and breathing with
stress upon ttline of beauty" which may be defined
as a mental pictorial diagram of a composition, set
up by the conductor featuring his plan of interpre 
tation .

CHAPTER II
BACKGROUND OF CONDUCTING
Cheironomy .

Centuries ago , the method of directing

the singing of Gregorian chant by hand gestures indi
cating the rise and fall of melody was called Cheironomy,
believed to have originated in Egypt .

Cheironomy is the

basis of our present day signals in conducting, which
have been refined and developed to a high degree .
Early Rhythmic Concepts .

A review of the history

of conducting must take into account not only the dif
ference between the small groups of earlier times , and
the giant orchestras of the present day, but, first of
all, the different principles of rhythm embodied in the
various phases of music history .

As is explained under

rhythm, three radically different concepts of rhythm
might be distingui shed ; free rhythm, metrical rhythm,
and measured rhythm . 1

It is with the third type that

the modern conductor is mainly concerned, although the
rhythmic complexities of much contemporary music result

1
Willi Apel, Harvard Dictionary of Music (Cambridge:
Harvard University Press , 1953), p . 277 .
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in a degree of accentual irregularity which makes neces
sary a time-beating procedure much more elastic than
that which applies, for instance to the music of the
eighteenth and nineteenth centurieso

The first type is

represented by Gregorian chant, and for its conducting
a method called cheironomy has been traditionally used,
which has already been mentioned earlier in this chapter.
The Advent of the Baton .

One of the names to

remember when considering the background of conducting
is a man named Sphor who created an alarm in London
when he first used a baton there in 1820 .

By

ever, the baton had won universal acceptance .

1850, how
The only

modern survival of primitive time-beating was that
employed by American college glee club leaders of the
previous generation who maintained an almost consistent
and mechanical head-bobbing throughout the performance .
Conducting, in the simplest sense, means the direc
tion of a number of performers in a unified musical
effort, by means of manual and bodily motions, facial
expressions, and use of the baton .

Its most elementary

manifestation is time-beating, the motions of which are
not embodied in a common practice .

It is commonly

assumed that a plear and decisive downstroke will fall
on the first beat of each measure, and that the last
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beat is an upstroke , while a secondary accent of the
measure is indicated by a stroke outward to the right .
With the right hand the conductor indicates the beat ,
the tempo, strong accents, ent rances of instruments or
voices, while on the left hand falls the indication of
subtler nuances of dynamics .
Not all conductors elect to use a baton .

Some feel

more free in direction when they are unhampered by what
is bound to be a somewhat rigid factor .

It is certainly

true that the many possible positions of the hand may be
more evocative than the motions of a s tic k ; choral con
ductors, especially , find this to be true .

Choral sing

ing is largely carried on by amateur groups which depend
on the conductor for much more than the indications common
in the leading of an orchestra . 2

This is especially true

of high school choral groups who have not the experience
necessary to follow each nuance--and who, indeed, some
times ignore the most fren z ied movements of a conductor .
It is,therefore, good to train young choral groups to
follow different methods of conducting , with and without
the baton, so that the reactions to any different con
ductors or selections will not become stagnant .
2 Ibid ., p . 176 .
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The Conductor Today.

The choral conductor, as we

know him, is a comparatively modern invention .

In the

seventeenth and eighteenth centuries he was little more
than a time-beater, dividing his time between filling
in the harmony at the harpsichord and keeping the singers
together by waving a roll of music or a cane, or pounding
on the floor with his foot .

There have been serious

attempts to do without him, e v en in our times .

Only ten

years ago a group of New York singers organized a chorus,
rehearsed, and gave a concert without any conductor at
all . 3

The attitude of the average lay listener seems to

vacillate between worshiping him as the creator and sole
source of the music--and regarding him tolerantly as a
more or less superfluous ornament, someone placed on the
podium to entertain the audience with a display of
calisthenic agility .
Duties and Functions of~ Conductor .

Let us there

fore, discuss the duties and functions of a conductor .
As a rule , he did not write the music that the chorus
sings .
duties?

What qualities must he possess?

What are his

What are his responsibilities?

There is one

3Hughes, Taylor and Kerr , The Music Lovers' En yclopedia (New York: Garden City Books , 1954) , p .
•
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quality that he must possess first of all .

He may

possess it without being a good conductor, but he will
never be a good conductor if he does not possess it.
This is the intangible thing that we call leadership,
the facility of being able to impress other people with
his authority and knowledge, and to induce their minds
and bodies to obey his will.

He must not only know

music, but he must be able to make the members of the
chorus believe that he does .

If he cannot do that,

no chorus will ever sing well for him, for his re
lationship with the singers depends on the morale and
the teamwork of the chorus as a whole.
Second, he must know the technique of conducting.
No two conductors beat time exactly alike, but all con
ductors do describe certain patterns in the air with
their hands or batons, do make certain gestures indi
cating shades of expression or entrance cues.

These

patterns and gestures must be sufficiently clear that
any one of his singers, reading notes with one eye and
watching the conductor with the other, knows when he is
to come in, when a measure begins, and when it ends.
These signals of the conductor's, like the motions one
makes when driving a car, must be so habitual and auto
matic that he does not have time to think about them,
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and can leave his mind free to concentrate on the finer
nuances of the music.
He has many other duties and responsibilities.

For

one thing he is largely responsible for the programs of
his choral group .

Not only must the conductor determine

the order of events on any musical program, but, he must
determine the balance and proportion of his series as a
whole.

He must see to it that the season's programs

contain a sufficient number of the classics; otherwise,
half his audience will call him a wild-eyed radical.

His

chorus must also sing enough modern music to keep the
other half from calling him a hide-bound conservative; and
he must present enough new music to keep his critics from
calling him a lazy-minded re~ctionary.
In the actual performance of his program he is
responsible for a number of things that we take for
granted .

He is at least one-half responsible for the

quality of tone that his singers produce.

Naturally,

if he has poor material he can do little about it; he
cannot make his singers produce what they have never
had .

But, even if he has a superb group of voices at

his command, it does not mean that they will give their
best unless he knows enough to ask for it.

An alto may

sing a fraction of a tone flat or sharp; and the singer,
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with his ears f'u.11 of the sound of the other voices be
side him, may be totally unconscious of the fact.

It

is the conductor who must hear the error and correct it.
Aside from trying to produce beautiful tones, the
conductor has certain responsibilities that are fairly
obvious to anyone; in other words, for the details of
a perfo rmance that we call the interpretation of a piece
of music .

He must determine tempi and rhythms, the

speed at which any portion of the work is to be taken,
and the degree to which its rhythms are to be accentu
ated.

Incidentally, it is in speed that conductors tend

to vary most widely. 4

Dynamics are another great re

sponsibility of the conductor, and dynamics, not just in
the simple sense of singing loudly or softly (the singers
could manage that themselves by looking at the markings
on the music) but in the sense of how loudly and how
softly at any given moment.

One of the things that dis

tinguishes a great conductor is his sense of climax, his
power of leading the music up to one high peak of volume
and then drawing gradually away from it, building again
to an even greater climax at the end of the music.

He

may see several passages marked "fortissimo," but the

4Ibid ., p. 726.
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skilled conductor generally selects one fortissimo to
be louder than the others .

To be able to do this he

must be tremendously sensitive to slight variations in
tonal volume.

He must carry in his mind a sound-picture,

so to speak, of the climax that he wants long before he
gets to it; in addition he must manag e to get the singers
to give him plenty of volume in the lesser climaxes (if
this is called for.) Naturally Palestrina woul d rarely
have too many fortissimo passages (it depends on the
musi c) and still keep the singers from getting over
enthusiastic and introducing stridence and coarse tones
in the final climaxes.
in quiet passages .

The same principle is followed

It all sounds complicated, and it is

complicated; only a first-rate conductor can do it.
Theoretical Competence .

5

Besides conducting tech-

nique, a director must have enormous theoretical tech
niqueso

He must be able to take a new score that he has

never heard and by studying it , analyze its structure,
determine the important entrances, decide upon the in
terpretation if such is not indicated on the score--all
with the ease and surety of an architect reading blue
prints of a building that has not yet been erected .

5rbid . , p.

726.

The

15
score-reading must be done, of course, before rehearsals,
for the singers enter expecting him to tell them what to
do.

Having determined at least some of the things for
which a conductor is responsible, the author still has
to answer one fundamental question before taking up
nuances (interpretation, et cetera) in detail in subse
quent chapters.
performance .

Is the conductor essential at an actual

He is, of course.

The chorus may have

mastered the minutest details of the performance at the
rehearsals.

Nevertheless, when they come out on the

platform, the singers are still dependent upon the con
ductor in many ways.

To begin with, somebody has to

start and stop them; and the conductor is the logical
man to do that.

In the second place, they depend upon

him for important entranc~ cues.

A singer may be

perfectly capable of counting fourteen bars and then
coming in, on the precise beat of the measure, with a
difficult solo.

It is one thing to be able to do that,

unassisted, and quite another to have to do it, knowing
that a false entry may ruin the whole performance.

It

makes a very real difference in the quality of any
singer's performance to know that he can rely upon the
conductor to give

him the nod or gesture that will

bring him in at the proper time, leaving his mind free
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to concentrate on the quality of his singing, without
having to worry about counting . 6

Finally , there is a

matter of very little importance actually for the singers,
but to part of the audience, it sometimes assumes ridicu
lously gigantic proportions .

This is the manner in which

the conducting is done, and his platform mannerisms.

All

the singers want to know is, nrs his beat clear and does
he know how to bring us in properly?n

Unfortunately,

this being something less than a perfect world, a certain
number of any audience are likely to watch the conductor
instead of listening to his chorus--to judge a perform
ance on the merits of the conductor's back and arms in
stead of the tone of the singers .
it is difficult not to do so !

As a matter of fact,

There have been times

when the author , too, has been fooled by a pair of well 
muscled arms, appropriately sheathed in perfect tuxedo
sleeves, waving authoritatively and most decisively~-or
a sharply bending waist at certain parts of the music
which immediately caused concern for the poor fellow's
sacroiliac--all these serving to distract the mind from
the performance, artistic though it might have been.

6nimitris Mitropouls , "The Making of a Conductor,"
The Etude Music Magazine, LXXII (January, 1954), 20-23 .

CHAPTER III
METHODS OF CHORAL INTERPRETATION
Securing Pure Diction.

Choral directors deceive

themselves by imagining that in ordinary conversation
they speak plainly, and if they sing as they speak they
might be heard and understood.

Coward believes that

consonants are a com..-rnon error in singingo

nTo get clear

consonants you have to make the stoppage of sounds com
plete, and in such a manner as to give the hearer no
doubt as to where it is made .n 1

To remedy this short

coming he introduces the faint sounding "uh" at the end
of each consonant.

This acts as a sound-carrying "glide,"

or, in other words enables the sound of the consonants to
be dist inct.

A short "er" or "ah" are other possible

endings to the words.
Davison's method for dealing with

nsu

as with other

consonants is to attach the letter to the second of two
syllables even when it belongs with the first,
and fa-ster) . 2

1

(master

If this is not done the chorus will

Henry Coward, Techniques and Inter retation (New
York: The H. W. Gray Company, 1951), p. 4.
2

3

Archibald T. Davison, Choral Conducting (Cambridge:
Harvard University Press, 1940), pp. 54-55.
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"scatter 11 thens."

Where double s's occur one may be

omitted; it is generally the second of the two that is
sounded (creatures share) may be sung (creature share),
(his soul) as (hi' soul) .

Unlike Coward, Davison be

lieves that vowel production is the weakest department
of choral work.

He also believes that pronunciation is

the key to impressive singing, the root from which all
choral virtues spring .

For good vowel production he

makes use of' the letter tth.

11

The letter nhtt is most

valuable, however, when it is placed between two ad
jacent vowels; and the common neglect of this device
leads to loss of rhythm and unintelligibility.
(do open) looks and sounds confusing .
11

nDouopen11

If it is sung

do(h) openn the meaning is instantly clear .
Fuhr and Coward use the same technique for singing

consonants: the sub-vocal "uh . 11

Fuhr states, nwhen,

however, we have a final and initial consonant on ad
jacent syllables, as in

11

drink to,n there must be a

slight nuh" of release on the "k,n or a small breath
between the consonants . " 3

The inte rpolated soft "hn

between vowels as used by Davison is also a technique
of Fuhr 1 s.

3Hayes M. Fuhr, Fundamentals of' Choral Conducting
(Lincoln: University of Nebraska Press, 1941.i-), p . 75.
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Cain's method for securing pure diction is to sing
as one would properly spe ak .

In this connection, all

choral teachers should take a course in Speech so that
they might become conscious themselves of word monstrosi
ties which choirs will just naturally sing .

This will

enable them to stress the proper syllable and yet the
mood of the number will find its way through the test to
the ear of the listener . 4
Jones, like Cain, advocates that choral conductors
take a course in Speech .

Each letter of every song is a

separate problem, however, each should be studied thor
oughly before and during rehearsal .

A good technique is

that of writing out all the diction problems of a song,
analyzing them in detail and determining the best treat
ment for each.

In this way the conductor is prepared for

any diction problem which may arise . 5
The Dynamics.

Another means of expression in music

is dynamic choice, the loudness and softness with which
we give out in music .

Such choice depends upon the con-

4Noble Cain, Choral Music and Its Practice (New
York: M. Whitmark and Son, 1942;,p:-Z04 .
5Archie No Jones, Techniques in Choral Conducting
(New York: Carl Fisher, Inc . , 1948), p . 136.
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ductor's apprehension of the musical structure and
particularly

the phrase.

Crescendo and decrescendo

must be made with reference to the phrase structure.
However, before a chorus is able to execute these
successfully, it is necessary for the singers to become
disciplined in gradating their tones.
It is suggested by Cain that the conductor may
give the chorus a convenient chord on the vowel noh. 1t
The baton is held with the point low, which is pianis
simo.

As the conductor raises the baton the tone grad

ually increases until it has reached its peak.
reverse is demonstrated down to a pianissimo.

The
This

exercise should be dwelt on for five or ten minutes
6
during rehearsalo
Davison, as compared with Cain, makes use of the
same technique, but instead of using the vowel "oh" he
uses "ah. n

Some conductors have often wondered how

soft is a pianissimo?
choir is singing such?

How can you determine when your
To solve this, Davison suggests

that when the pupils are able to sing and yet hear their
neighbor or the ticking of a clock, that is pianissimo.
To develop this technique, constant practice is re-

6c

· .££• ~·t- , p. 114 •
ain,
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quired on any convenient chord . 7
Jones insists that most singing should be done
mezzo forte.

When any singer is singing as loud as pos

sible he is singing fortissimo, whether or not he is
singing as loudly as his neighbor .

To make a real pianis

simo, Jones, unlike Davison , suggests the singers be in
structed to sing on the breath using "h" as the medium .
The "h" should be used also for producing a crescendo .
However, he advises that these tones must come from the
diaphragm in order to have good quality.

A t o ne attacked

fortissimo should never be allowed to diminish unless decrescendo is indicated .

8

The swell must represent the rise and fall of poetic
feeling .

Swells should be definite both in outline and

duration and should mirror the feeling the particular
phrase of the text and the music suggests .

The melody

must have predominance over sub ordinate parts .

However,

to make the swell most effective Fuhr advocated the con
ductor's knowing the direct dynamic dimension of the
group and stay within it o

The crescendo and decrescendo

are the basis of musical expression .
9
these two, the swell is inevitable .

7navison, ~ • cit . , p . 52 .
8Jones, ~ - cit . , p .

45 .

9Fuhr, ~ • cit • , p • 2 7 .

When combining

22
To make a climax successfully either pianissimo or
fortissimo , the chorus must have plenty of breath and
emphasize the words as a final stimulus to the feeling
of the audienceo

Coward uses what he calls, "the line of

beauty" for securing dynamic balance.

In this connection

he outlines the song his chorus is to practice before re
hearsal, including the climax, swell, et cetera, as this
aids the conductor in knowing what to do, how the song
will sound, and what to look for. 10
Breath Control and Phrasing.

Phrasing in choral

music is not to be considered as denoting intervals at
which breath is taken.

However, it is obvious that when

ever pauses occur in singing, breath will automatically be
taken and that such pauses should occur at logical sus
pensions of the text and music; but to limit one 1 s con
ception of the phrase to that of a utility stop for re
fueling is to miss the primary significance of a phrase
of performance which is the perfect art itself.

Hence,

before going into the problem of phrasing, it is neces
sary to give first some methods for securing controlled
breathing .
It is believed by Davison that a chorus should
ttbreathe naturally, deeply, and often. 1111
lOcoward, EE· cit., P•

55.

llnavison, .£E.• cit., p. 60.

If the chorus
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is amall the breathing may be deliberately ttstaggeredn
in something like the following manner: those whose
names begin with the letter nAn through nGn will breathe
at one point,

11

Hn through "Nu and non through nzu breath

ing at selected spots shortly thereafter.
On the other hand, Coward suggests diaphragmatic
breathing.

Says Coward:

By drawing in the abdomen, the liver and
stomach, being firmly held in the basin like a
dome or arch of the underside of the diaphragm,
prevent any downward movement of this strong
muscular partition below the level of the ribs.
It is therlby forced to extend with an outward
expansiono 2
When the intercostal muscles cause the ribs to widen
in an outward direction, this gives the widest possible
breath space.

Hence, the pressure of the abdomen against

the thorax enables the singers to regulate the air current
to the requirement of sound he wishes to produce.
Cain ts technique is to give the chorus a convenient
tone on the vowel "ohn and instruct them to hold it in
definitely.

As soon as weakness appears, they are told

to take another normal breath and come back in on the
tone.

As a result, normally the chorus is individually

being supplied with breath and the control of tone is

12coward, .2.E.• cit., Po 560
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kept in hand.

Cain says, ttNever let the chorus fill

their lungs to the utmost capacity.

This causes a

wavering tone.13
However , Jones suggests deep breaths before each
phrase .

The breath should be taken way down to the tip

of the lungs , the chest should not move, but the waist
line should .

Breathing, as has been said, should be

purely automatic and instinctive.
Choral phrasing should ordinarily correspond to the
phrasing of the text.

There are some instances where the

musical phrase and textual phrases do not agree.

Jones

su g ests that the musical phrase becomes the important
one, and phrasing does not mean punctuation aloneo

How

ever, in musical punctuation, care must be taken that
the sense of the text is not changed.

In this connection

his technique is to indicate places for breathing before
passing out the music. 1 4
On the contrary, Coward exacts careful marking of
the breathing places so as to secure a natural grouping
of words .

Therefore, the musical phrasing, when not

controlled by the text, is not left to haphazard treat
ment, which is sometimes the result. 1 5
1 3cain, ~• cit., p. 81.
14Jones, .21?.• cit., p. 450
15coward, ~ · cit., p. 60.

When musical phrasing and textual phrases do not
agree, Finn alleviates this problem according to the
place of performance .

For concerts he considers the

musical phrasing , while for sacred purposes, the text
is of greatest import ance sinc e the liturgy must be
exemplified .
Since singing is a means of delivering a message
from the composer to the audience, Fuhr , too, considers
the text of most importance .

If the textual phrase is

longer than a single individual breath is able to compass,
be proposes the articulation of final consonants.

"When

there is present the dual elements of stoppage and re
lease, writes Fuhr, there is an automatic rebound of the
diaphragm, which keeps the singer supplied with air.n 16
His other method is individual breathing .

With this

method any single singer may take short breaths at any
time without affecting the continuity of the tone .
When the re are deliberate pauses or rests in the
music i'or effects or for breath Fuhr says, "The time
for breathing should be taken from the note preceding
it. 11 17
When breathing according to the phrasing oi' the
text, a thorough study is necessary as to i'orm a phrase
1 6Fuhr, .2£ • cit . , p . 2 7 .
l 7Ibid . , p . 29 .
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pattern, then the music is plainly marked and discussed
at rehearsal so the singers will know the effect they are
striving for .
Tempo .

The text in vocal music not only indicates

the spirit of the music, but often gives a good clue as
to the proper speed.
tempo are:

Krone's method for securing correct

(1) Italian terms, (2) tradition,

(3) your

judgment, (4) the text and (5) metronomic markings, the
markings referring to the number of beats per minute,
and the notes indicated in the kind that gets one beat.

18

Fuhr's methods are basically the same as Krone's.
But, he considers metronomes as not being imaginative
instruments; they are mechanical.

To maintain rigidity

of rhythmic outline as set by the metronome is not at
all times good taste.

Hence, the conductor should rely

on good musici anship.
The use of metronomes on rare or special occasions
is Jones' method.

In this connection, he uses the metro

nome before a rehearsal to get the feeling of the rhythm
of a composition; after which he depends on good taste.
Cain and Finn suggest that the correct tempo of a
composition be given at the very outset.

It has been

found to be psychologically incorrect to begin a re18
A. Krone, Choral Conducting (New York: Carl
Fisher, Inc., 1947), p.

45.
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hearsal on a number at a very slow speed and work up
to the proper speed, unless the chorus has first heard
it the way it should go .

19

Rhythm must be well managed .

Cowardts technique

for doing such is: when the chorus has learned a section
of a number , take the number up to the proper speed, re
gardless of how fast it may goo

Even though mistakes at

this speed are made, it will serve to make the singers
more careful of the pitfalls in the number.
The experience and ability of the group have much
to do with its effectiveness at high speed.

If a brisk

allegro truces the technique of the young ensemble, one
should not achieve mere speed at the cost of quality or
distinctness .

A group must become seasoned to a fast

tempo before it can be at ease in it.

19
William J. Finn, The Art of the Choral Conductor
(New York: Carl Fisher, Inc.-;--I9Iµr)-;--p.

64.

CHAPTER IV

THE EXPANSION AND DEVELOP:MENT OF
GROUP SINGING
Analysis of Style .
question is two-fold.
have A style .
individual.

What is style?

In reality, the

One may have stule; and one may

The former is general; the latter is
The former can be taught and learned, for

it is based on well-defined rules; the latter is person
al--in other words, is not universally applicable .

Not

infrequently it is a particular application of those
rules which gives the impression of originality.

Correct

taste must first be fcrmed by the study of the noblest
creations in the particular art that claims attention.
In singing, as the sister arts, the laws which govern
style must be apprehended and understood before indi
viduality can be given full scope .

Otherwise, what to

the executant would appear as original might to correct
taste and jud gment, appear ridiculous and extravagant .
A genius is sometimes eccentric, but eccentricity is
not genius.

Vocal students should hear as many good

singers as possible, but actually imitate none .
A skilled director will always discern and strive
to develop the personality of the pupil, will be on the
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alert to discover latent features of originality and
character .

He will respect and encourage individuality,

rather than insist upon the imitation of some model, even
though that model be himself .

Some conductors have a

tendency to mold student directors in their own images;
this practice should be carefully thought out and the
student director encouraged to use some of his in
spirations in the direction of selections .
Haslam writes that ttA correct style in singing con
sists of the careful observance of the principles of
technique; perfect diction; the appropriate coloring of
each sentiment expressed; attention to the musical and
poetic aspects; judicious and effective phrasing
(whether musical or verbal) so that the meaning of both
composer and poet may be placed in the clearest light.nl
Style: Its Three Principal Aspects: Colour,
Accent, Phrasing.

Haslam further states that:

Of all the elements of style in singing,
the most potent and effective is the ability
to vary the vocal timbre , that is, to sing
with colouro Colour , when missing from a
singer's voice produces a flat and monotonous
tone, and the person can never be ranked as
an artist . 2
1 w. Eo Haslam, Styl in Singing (New York: Carl
Fisher, Inc . , 1947), p • •-

4

2Ibid . , p . 2 .
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In varying the vocal timbre, one must combine the
gifts of metallic and velvety tones in the voice .
11

The

metaln may be gold, silver or brass; each has its

individual characteristic .

A golden voice is the most

brilliant; a silvery voice has the most charm; a brassy
voice the most power .
istics is essential .

But one of the three character
A , voice without metallic ring is

like teeth without enamel; they may be sound and healthy,
but they are not brilliant .

In spee ch the re are several

colours--a bright, ringing quality; one soft and veiled.
The velvety voice is nice--but it is worthless if not
combi ned with one of the metallic toneso
Accent.

0

In singing , two kinds of' accents are

recog nized, the musical accent and the poetic, or verbal
accent.

The first appertains to the domain of sound; the

second, to the domain of significance 1t3 states Haslam .
Smallman and Wilcox, however, lists four kinds of accent;
the (1) Agogic accent which means the accent which sug
gests excitement, gaiety, or strength, and predominates
in music dealing with the dance, rejoic ing , or power .
(2) Dynamic accent, which means the for c eful attack of
a certain tone with more abrup tness than its surrounding

3 Ibid . , p . 2 .
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tones.

Percussion instruments are limited almost en

tirely to this type of attack.

Voices can also use

this type of attack, by letting a designated tone stand
out as suddenly and abruptly louder than its fellows.

(3) Pressure accent, which means producing a swell by
enlarging and reducing the volume on a sustained tone,
similar to a sforzando, and (4) important word accent,
which simply means that for instance in the selection,
"Lovely Lady,n by Orlando di Lasso, the first sentence
is "Lovely Lady Like a Lily," the syllable "loven re
ceives a primary accent and nLil" has a secondary accent.
The other words on eighth notes are not stressed and "ly"
coming at the end of the phrase, is sung with a falling
inflection.4
It is the personal opinion of the author that
Smallman and Wilcox were more thorough in their deline
ations of accent, and the young directors would be wise
to keep in mind the four kinds of accents and their
meanings.
Phrasing .

Haslam states that "phrasing is . simply

musical punctuation.n5

It is the classing of the musical

~mallman and Wilcox, The Art of A ca pella Singing
(Cambridge: Harvard University Press, 1949, pp. 73, 81,

92, 106 .

5Haslam, .2E.• cit., p. 32.

1
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and verbal phrasings that often make translations of
lyric works unsatisfactory.

The two phrases are in

dependent, not welded together.
Smallman and Wilcox, in their usual thorough way
state that "One of the secrets of good choral singing
is the ability to give shape to a long phrase or period.
The phrase is smooth, flowing, sustained and graceful.
Swells are invariably found on long phrases, but the
phrase will have no character if it is not properly
shaped. nb
F ields makes this observation: "A phrase is a
musical thought .

Hence, correct phrasing demands the

use of vocal patterns and expressional techniques that
are appropriate to the musical thought of the song. 11 7
In comparing the thoughts of these authors on
phrasing, the young director will be obliged to use the
information that he himself feels will aid his group .

A

definition of phrasing will most certainly be given the
choral group, for to introduce simply the word nphras ing"
and not give them a concept will defeat the purpose of

6smallman, ££• cit., p. 110.

7v. Ao Fields, Training the Singing Voice (Minne
apolis: Schmitt, Hall and McCreary Company, 1942),
p. 117 .
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the most a.ssidious director.

Therefore, one concept

should be firmly planted in the director's mind so that
he can transmit the correct meaning (with examples if
possible) to the group as a wholeo
Longo states that:
In singing long phrases, the mechanics
of singing should be considered, because sus
tained sound-tone cannot be obtained if res
pirati on is not physiologically normal . Be
ginners, as well as those who have studied
properly should remember that the first rule
must be.; Do n o t ~ immediately before the
attack. 0
Between inspiration and expiration there must be
a stop, or gap (of two or three sec onds , or more) be
cause the bell of the instrument--the mouth must be
opened easily, correctly and nonchalantly, while the
respiratory apparatus remains absolutely still, then
attack.
Analysis of Techniques .

One definition of tech

niques as given by Fields, is that "Techniques a r e the
practical methods used in the execution, performance and
mastery of any art." 9
The specific way of presenting instructional ma
terials embodying these skills (techniques, methods, et

8

Teodosia Longo, Fundamentals or Sil/ting and Speak

(New Jersey: Prentice-Hall, Inc:-; 19
9rields, .QE• cit . , p .

46 .

) , pp .

26-27.
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cetera) constitutes the technical approach in singing .
Each singer should master three indispensable tech
niques: breath, vowel, and pitch .

This is called the

"singer's trinity . nlO
nTechnique is of no value in any phase of any art
unless it be a logical and practical method of exe
cuting the effects which the art itself is e ndowed to
reveal,n states Finn .

11

The author interprets this to

mean that no director should expect his choristers to
grasp a lengthy discussion of technique without prac
tical exercises accompanying logical explanations.
Fields summarizes the technical objectives of a
singer's training:
1.

The purposes of technical vocal in
struction are breath economy, tonal
purity, and even quality throughout
the range, clear diction and freedom
from strain.

2o

The foundation of vocal training is
tone production, pronunciation, breath
control and resonance .

Jo

More techni c al requirements are skill
in attack, sostenuto, l e gato, dynamics,
flexibility, agility and diction . 12

lOrbid. , p .

47.

llWilliam J . Finn, The Art of the Choral Conductor
(New York: Harper Brothers ,
~46 .

19441,

12
Fields, ££• cit . , p .

47 .
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Smallman and Wilcox stress one racet of the scintil
lating gem of technique--pronunciation o

They have this

to say:
"Accurate pronunciation requires accurate
and intense listening techniques. The
lips and tongue will not pronounce words
correctly unless the singer holds a mental picture of the pronunciation desired.nl3
Haslam has this to say about technique:
"Singing, which is speech conveyed through
music, similarly reached its highest point
of technical excellence when the voice of
the singer was considered as little more
than a mechanical instrument; when beauty
of tone quality and perfect virtuosity
were the only ends for which to strive.nl4
Analysis of Blend and Balance.

No rehearsal is com

plete if the voices do not have proper blend and balance.
The conductor may select one voice whose quality and
color most nearly coincides with that desired and asks the
vocalist to sing a short phrase.

One at a time, each

member of the section responds by attempting to blend his
or her voice with the model.

If the voices are of too

divergent quality, the conductor should suggest helpful
hints and exercises after rehearsal.

13sma l lman , .£E.. c it • , p o 8 •
l4Has lam, .£12.o cit. , p • 98.
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It has been found by many conductors that a better
balance will be found if it is determined by the way the
chorus sounds, with appropriate adjustments, rather than
doggedly keeping an arbitrary number of voices making up
the harmonic partso 1 5
Here is Fields' opinion on blend and balance:
nrn a group where well-developed voices
are the rule rather than the exception,
care should be taken that one section
or voice does not overshadow the other
sections or voices. Neglect of this
very important concept invariably re
sults in a 1 top-heavy• effect, ~uining
an otherwise perfect balance.nlo
It is the author's opinion that all too often, power
ful-voiced groups make the error of unconsciously destroy
ing the melodic line by allowing one section to "over
sing . n

A good concept to keep in mind and to emphasize

to students is that if he cannot hear other parts in the
ensemble while he himself is singing, he is singing too
loudly and destroying blend.
Longo states that "A voice may be beautiful in
timbre and ugly in quality.nl7

The former is not enough

to warrant successful blend while the latter can lead to

l5Hayes M. Fuhr, Fundamentals of Choral Expression
(Lincoln: University of Nebraska Press, 1944), p. 21.
16

Fields, .2P.• cit., p. 69.

l7Longo, .2P,o cit., p. 29.
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excellent soundo

The unison of these two requisites con

stitutes that sublime phenomenon of perfect balance and
blend .
The conductor's problem is to work out a technique
by which all the voices submit themselves to the ttone
ness" of choral mass -tone, at the same time conserving
their respective identities.

This technique does not

involve an effort to accomplish two contradictory endso
Furthermore, it is simpler than might be anticipated.
The aim is merely to provide a certain aura between the
choral lines .
F inn states that: uMy experience with large choirs
of women and men and liturgical choirs of boys and men
has convinced me that the simplest means of achieving
the proper blend and balance is:
1.

To blend each part with itself first.

2.

To . blend the extremes, i.e., the so
pranos and basseso

3.

To establish the altos and tenors as
the choral axis.

4.

To establish the baritones as the
comptrollers of blending modifi
cations.18
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If voices have been chosen with discrimination ac
cording to the principles of the color scheme, and have
been properly cultivated, the director can profitably
proceed with the following plano

There must be symetry

of both quality and quantity in the contributions of
both parts; they must be so well matched as to be readily
convertible, for instance the altos taking the tenor
notes with ease and vice versa; they must function under
the most awkward circumstances such as:

lo

When both parts are low.

2.

When both parts are high.

3.

When the alto is ascending, the
tenor is descending.

4o

When the tenor crosses the alto,
becoming the superior part.19

It must be noted that the four factors just quoted
are true only when the music is written in that manner.
There is another very important facet that the
author wishes ~o emphasize and this is number of voices.
Americans applaud "bigness,n extensiveness, and ampli
tude.

These congenial qualities seem to be native to

our vast open spaces, our thrilling mountainous reaches
and our great expanse of fecund and kindly prairies.
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The very philosophy of the American people frets at nar
rowness, inferiorities of scope or size, paucity of re
sources, and unnecessary restriction of opportunity.
The American ideal of ensemble singing units, therefore,
in order to be characteristically American, would al
most n ecessarily include sizeableness as a fundamental
virtue.
Our choruses have been excessively large .

They have

over-burdened the acoustical capacities of our churches
and a u ditoriums so that one could "scarcely hear the
singing for the singers . n 2 0

Gradually , the sense of

evalu ating an ensemble for its essential qualities will
supersede the rating of worth by size and quantity.
Already, there has been some indication that ap 
preciation of the smaller ensembles is growing .

Past

and present meet in the musical are na with this strik
ing tenet in cornmon--ensembles
preferable to those of many .

of few participants are
The practice of long ago

favored small choirs, although the musicians did not
probably allege a scientific reason for this .

Even in

the great basilicas of the continent and in the cathe -
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drals of England, the regular service-choirs averaged
not more than twenty- five voices .

The full quota of

the Sistine Choir at the zenith of its glory was thirty
two . 21

21 Ibid . , p . 190 .

CHAPTER V
SUMMARY AND CONCLUSIONS
Summary .

It has be e n proposed throughout this

research paper that the school mus i c conductor is more
than a conductor of music o

He is a person of broad

culture , an educator, a teacher, and a general musician
as well .

The reader may feel that the author is describing

some paragon of p erfection .

However, the above qualifi

cations are not impossible, far, indeed, many of the music
conductors in the schools today are approaching them .
A person of broad culture knows something besides
just music .

In fact , thorough musicianship is dependent

upon being cognizant and conversant with other fields of
knowledge.

The school music conduc tor should be inter 

ested in and be able to talk about other things besides
music .
An educator has a knowledge and understanding of
the field og education, its purposes and functions in a
democratic society .

The music educator will use music

as a means for giving young people a riche r life than
they would enjoy without music o

He will , first of all ,

be inte r e sted in the development and g r owth of human
beings and then find means by which music c an contribute
to this growth .
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A teacher stresses the fact that the school music

conductor must be a leader, and well versed in the finer
nuances of interpretation as set forth in chapters three
and four, and be familiar with the theories of aut hors
experienced in the field.

Teaching means more than in

structing; it includes guiding .
A general musician must have a broad, rather than a

limited or over - specialized knowledge of music .

A gen

eral musician can conduct an orchestra as well as a
choral group, and vice versao

A general musician must

be well versed in the following things:

1.

Methods for securing pure diction .

2.

Methods :for securing dynamics .

3.

Methods :for controlled breathing and
phrasing .

4.

Methods :for securing tempo .

5.

Analysis o f' style and its three principal
aspects: colour, accent, and phrasing .

6.

Analysis of' technique .

7.

Analysis of blend and balance .

There are many methods for securing pure diction,
the most important of which is the art of singing vowels
and con sonants correctly.
Good dynamics depend upon the conductor ' s appre 
hension of the musical structure and particularly the
phrasing .

Crescendo and decrescendo must be made with
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reference to the phrase structure.

To produce good

dynamics, a choral group must be expert in gradating
their tones .
The writer has found that to produce controlled
breathing and phrasing, exercises in 1tscatter breathing"
or "staggered breathing" accomplishes much.

Long phrases

should not be broken unless the score calls for thiso
Staccato passages should be short and detached without
undue strain upon the singer.
eliminate the

11 ready"

Breathing exercises will

tone sometimes associated with the

immature group.
The best methods for securing tempo are (1) Italian
terms ,

(2) tradition,

(3) your judgment, (4) the text and

(5) metronomic markings, the markings referring to the
number of beats per minute.
Style may be defined as one ts originality of executing
a given selection--bearing in mind that the laws which
govern style must be apprehended and understood before
originality can be given full scope; otherwise, the exe
cutant may appear comical and ridiculous.
Of all the elements of style in singing, the most
potent and effective is the ability to vary the vocal
timbre, that is, to sing with colour.

Colour, when
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missing from a singer ' s voice produces a f'lat. and mo
notonous tone .
There are fou r kinds of accents: (1) Agogic accent,
(2) dynamic accent ,

(3) pressure accent and (4) important

word accent .
Correct phrasing demands the use of vocal patterns
and expressional techniques that are appropriate to the
musical thought of the song .

An easier way of defining

phrasing might well be that a phrase is a musi c al thought -
or phrasing is musical punctuation .
Technique is the practical method used in the exe 
cution, performance and mastery of any art, especially
music .

Technique embodies all of the finer nuances of

music which have been discussed at length in the fore 
going chapters .

Each singer should master thre e i n 

dispensable techniques: breath , vowel , and pitch .

This

is called the "singer's trinity . "
No piece of music is complete if the voices do not
have proper blend and balance .

It has be en found by

many conductors tha t a better balance will be found if
it is determined by the way the chorus s ounds , with
appropri ate adjustment s, rather than keeping an arbi 
trary number of voices making up the harmonic parts .
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Conclusions .

Based upon the findings of this

research, the following conclusions are drawn:
1.

The choral conductor must have theoretical
competence .

2.

The conductor is largely responsible for his
choristers' mastery of techniques and interpre 
tation .

Jo

The conductor should be a person of broad
culture and of proper education; a possessor of
a winning personality and a conoisseur of
choral music , so that he may fit the selections
to the voices which have been entrusted to his
care .

4o

Attention to interpretation is extremely im
porta nt; diction, phrasing, tempo, breathing,
and dynamics are techniques upon which the
young conductor would do well to dwell serious 
ly .

5.

The eight authors analyzed in this study are
competent, up - to-date sources by which the
young conductor should chart his course .

6 0 Young conductors need not be a "model" of
someone else; by careful attention to the
facts set forth in this study he can evolve
his own individual style .
People have an innate and natural interest in
music , however, it is necessary to "sell" an organized
program of music with the education that it i nvolves to
both school and community and at times, even to the
administration .

If the conductor has the other quali 

fications discussed in this conclusion, he will be far
along the road in attaining his goals .

If he combines

them with enthusiasm, and a personal and ge n u i ne inter
est in music and people , his success is assured .
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